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ABSTRACT 


The current landscape of French (and equally of world) music has become extremely 
heteroclite. The present-day musical scene is marked by a growing tendency toward mixes 
of genres, forms and (melodic, rhythmic, timbral etc.) musical elements, while musicians 
(performers-composers most of the times) aim at creating original works that would 
distinguish them from other groups or musicians. With his music and ensembles, Jerez le 
Cam represents this creative tendency in France, especially after his musical meeting with 
Romanian-born violinist Marian Iacob Maciuca. His music is an interesting mix of elements 


3! In France, the term «popular music» is used to denote not so much the folk style, but rather the broad 
dissemination of music, or, better said, stage music as opposed in principle to «high-art» 
compositions. 
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of Dobrudjan and Argentinean folk music, painted at times on a structural canvas of high- 
art music, while also leaving room for spontaneous jazz-style improvisations. 


Keywords: world-jazz, geampara, tango, original compositions, Romanian-Argentinean 
musical mix 


1. Presentation of the “Jerez le Cam” ensembles on the French musical scene 


Jerez le Cam is the generic name of several ensembles with a flexible line- 
up, ranging from duo, trio, quartet and quintet settings, up to the size of a larger or 
smaller orchestra, and covering various instruments (including classical, 
traditional folk or even old baroque music instruments). The composition of these 
ensembles changes according to the repertoire performed and to the original 
compositions written for different instruments, which combine their timbres in an 
interesting manner. However, the most prominent figures of these ensembles are 
Argentinian-born pianist and composer Gerardo Jerez le Cam and Romanian-born 
violinist Marian Iacob Máciucá?, the latter bringing his musical spontaneity to the 
music of these ensembles especially through his impromptu improvisations in 
Romanian folk style. 

Marian Iacob Máciucá was born in Tulcea, in the region of Dobrudja, on 
February 3, 1967. When his parents and hometown teachers discovered his 
unusual musical talent, they sent him to study at the "George Enescu" Music High 
School in Bucharest, from where he graduated in 1985. In 1992, the violinist 
immigrated to France, and has been living in the city of Nantes ever since. In his 
early years as a violinist in his new homeland he met other musicians, immigrants 
from Eastern countries, especially Russians and Hungarians, with whom he 
performed many concerts and had many interesting musical exchanges of style 
and interpretation. For three years he played violin at the parties organized at the 
Russian restaurant Petrouska, in the company of various East European musicians, 
as well as at various folk shows, incorporating these external influences into his 
personal performing style, weaving them into the fabric of the Romanian music, 
especially that of the Dobrudja region, which has been his "musical baggage" ever 
since childhood. His acquaintance with musician Gerardo Jerez le Cam and his 
style was like a musical “revelation” for him, awakening in Marian Iacob Máciucá 
a new perspective which, according to the violinist: "is like nothing else, and quite 
on the contrary, it seems quite odd". He also adds: 


? Marian Iacob Máciucá is a violinist whom I met 15 years ago in Nantes, a city where I worked in 2000 
as a violinist in the international youth orchestra. To help me with the writing of this article, they both 
provided me with the biographical details of the performers of the «Jerez le Cam» ensemble. 
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“Throughout my career I have worked with many French jazz musicians, and 
by working with them I have greatly enriched my performing style. I even 
reached the point of not understanding what I was doing myself! For 
example, Jean Marc Padovani, saxophonist and composer with whom I 
played for many years in the quartet Chant du monde, was a very good 
collaborator with whom I toured in many countries, even in Romania and 
Africa! And yet during all these 23 years, I was a “faithful” performer of 
Gerardo Jerez le Cam's music! The number of recordings and concerts bears 
testimony to that! Whether we like it or not! But classical music has never left 
me either."?? 


Gerardo Jerez le Cam was born on October 5, 1963 in Buenos Aires, 
Argentina. His desire to rediscover his European roots (his father being French and 
his mother Spanish), along with his curiosity to discover the Europe he had heard 
about since his early childhood, made him decide to emigrate to France, where he 
also settled in 1992. Although he initially studied the piano, which he masters with 
enviable virtuosity, his desire to become a composer dominated him to such an 
extent that he eventually oriented his musical ambitions towards this goal. 
However, this does not prevent him from also being a very good concert pianist! 
After he had assimilated the classical repertoire, he sought inspiration in different 
areas of piano music: Argentinian tango and folklore, African music, Balkan music 
and jazz. For him, performance is an act of extraordinary freedom, of communion 
with the public. That is why he would never play “twice in the same way”, which 
is an essential aspect in composition: every musician should always improvise 
when performing on stage! 

After graduating from the Dipolito Conservatory of Buenos Aires, Gerardo 
Jerez le Cam improved his skills with the pianist-composer Alberto Mercanti and 
studied chamber music and performance with professors Jose Bondar, Lejrko 
Spiller and Juarez Johnson. His musical activity in Argentina was not limited to 
performance, for he also conducted opera companies or established various 
classical contemporary, folk and tango music bands. 

Once arrived in France in 1992, he met violinist Marian Iacob Maciuca, 
who was already performing with other musicians coming from Eastern European 
countries. These musicians had a fundamental influence on his musical direction, 
which is evidently reflected in his current compositional language. In this context, 
he established several stage bands: Cuarteto Jerez, Translave and, more recently, the 
Jerez le Cam ensembles in trio or quartet settings, using new instruments besides 
the basic violin-piano formula (Máciucá-Jerez le Cam). 

In addition to his own compositions and collaborations, Gerardo Jerez le 
Cam has created musical arrangements for shows with the same enthusiasm. Thus, 
he made the musical arrangements for Pas à deux, Charbons ardents, Anque moi, 


33 These quotes are part of an interview with the violinist about his musical activity in France. 


26 


Comment je suis devenu une agence de tourisme cubaine with Eduardo Manet and 
scenography by Camila Saraceni; La grande Magie, Dormez, je le veux and Vinetta, 
staged by Lisa Wurmser. 

As a pianist, Jerez le Cam has also collaborated with other renowned 
musicians and orchestras, such as Juan Jose Mosalini, Raul Barbosa, GOTAN 
PROJECT, Julia Miguenes, Sandra Rumolino, Raul Garelo, Tomas Gubitsch, 
Osvaldo Calo, Orchestre National des Pays de la Loire, Orchestre National de l'Ile 
de France. 

His most recent works include: Barok tango, Tangos para Bach, Sonatas 
tangueras, Raices. Many of his musical arrangements were made for the orchestra of 
Saint Nazaire and for the Philharmonic Orchestra of Nantes. The cantatas 
Imigrantes were written for the Aria vocal-instrumental ensemble, while Las Voces 
del silecio was created in collaboration with the Wichi community in Northern 
Argentina. 

Gerardo Jerez le Cam met Marian Máciucá in 1992. Since then they have 
performed together all the time. What le Cam really likes about Marian is the ease 
with which the latter improvizes and shifts from the high-art style to folk music, be 
it Romanian, Argentinian (especially tango) or of any other external musical 
influences that he has assimilated over the years, being always in contact with 
musicians from different cultural backgrounds. 

Gerardo says that what marked him the most in meeting the Romanian 
musician is this opportunity of getting closer to the Romanian traditional music, 
especially that of the Dobrudja region, which he considers to be permeated by 
multiculturalism through the Turkish, Bulgarian, Ukrainian and Greek influences 
that are incorporated into specific musical structures. In his compositions, Jerez le 
Cam has put a great deal of effort into transforming the Dobrudjan geamparale and 
thus harmoniously integrate them, or their specific language, melodic, or rhythmic 
etc. elements, into his own compositions. He explains the absence of the 7-beat 
rhythms from Latin American music, which he deftly integrates into his 
compositions as a result of his contact with Dobrudjan music. The fact that he was 
born in Argentina, with its particular musical context, strongly dominated by 
tango music, had an equally great influence on him, as proved by the typical 
Argentinian folk music elements that permeate his compositions. 

Despite having received a complete musical training, Gerardo Jerez le Cam 
has made a name for himself especially as a pianist (performer in his own 
ensembles) and composer. During his studies, he was very interested in the works 
of East-European composers of the likes of Bartók, Kodaly or Stravinsky, but also 
in those of the South-American composers Villa-Lobos or Ginastera, by virtue of 
the fact that all these composers have modernized the musical language of the 
early half of the twentieth century by returning to the folk roots of music, in order 
to enrich Western music. He believes that the efforts of all these composers are just 
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as important and decisive as sacred music was in the evolution of Western music. 
Thus, while for 30 years Gerardo Jerez le Cam ventured into harmoniously 
blending the musical language elements of the two , worlds", i.e. high art and 
popular, his foremost desire was to ,erase" any differences and frontier between 
the musical sources that inspired him, by giving them all equal importance. He 
named the style he created «tango balkanique», to designate his musical project in 
a certain way and thus to reduce it to the basic influences, as well as for 
dissemination purposes, despite the fact that the influences are many and that he 
always finds new sources that he previously ignored. Thus, certain compositions 
may contain elements from jazz or African music, or remind of works of other 
composers such as Bach or Ravel. All the musicians with whom Jerez le Cam 
collaborates in his projects are improvisers who, when on stage, never perform the 
same piece twice in the same way. It is only the studio recordings that best reflect 
the written scores, for it is only then that the musicians strictly comply with the 
composer's instructions. 

The composer enjoys working on ever new combinations of instrumental 
timbres. Thus, using a bandoneon and a cimbalom in the same piece is highly 
original in music history, both being typical instruments of their respective 
homeland folk music. 


2. One of the sources of musical inspiration: the Dobrudjan geampara 


The geampara is defined as a "lively Romanian folk dance" also known as 
"nuneasca", which is the dance performed after wedding feasts, in Dobrudja. 
Musically, it is characterized by the presence of "asymmetrical" rhythms, which 
Constantin Bráiloiu defined as "aksak" and Béla Bartók as "Bulgarian". In calling 
this typically Dobrudjan rhythm "aksak", Bráiloiu was inspired by the Turkish 
music theory: 


“T have long proposed the replacement of the term «Bulgarian» which, in my 
opinion, is quite inadequate, with the more general term of «aksak», 
borrowed from the Turkish theory (...) The aksak differs from the classical 
rhythm in terms of certain peculiarities, but also resembles it in many 
respects. It differs in terms of its fundamental «irregularity», reflected mainly 
in the invariable use of two duration units: a long one and a short one, instead 
of one unit only. Moreover, between these two units there is an «illogical» 
arithmetic relation which we find quite surprising and which attaches that 
«lame» characteristic to the tunes in aksak.” 4 


34 Constantin Bráiloiu, Opere, Romanian-French bilingual edition under the care of Emilia Comisel, 
Editura Muzicalá, Bucharest, 1969, vol. I, p. 243. 


28 


The rhythm of the geampara (a word of Turkish and Persian origins, 
designating four pieces of wood that dancers hit against one another during the 
folk dance), belongs to several Balkan peoples such as the Turks, Bulgarians, 
Greeks, Albanians, but also to the Romanians, Hungarians, Armenians, Indians or 
even to some African peoples. The main feature of the aksak rhythm is its irregular 
combination in a ratio of 2:3 or 3:2. These diverse units are usually measured by 
taking the "eighth-note" as a standard, instead of the “quarter note", as in the 
European traditional system. Accents are very important because they contribute 
to the balance of the musical phrasing. The pieces written in 7/8 time, as is the case 
with the geamparale, can be played according to the metric division 2+2+3 or 2+3+2 
or 3+2+2. 

The notation in the following example, which is a geampara from the 
Dobrudja region, indicates a division into 2+2+3. We also notice a clear musical 
formal structure based on 4-bar phrases, of which the first two are “antecedent” 
and the following two are “consequent” phrases. Each phrase is repeated twice 
before moving on to the next one. This song can be systematized in the form of the 
phrases A, B, C, D, with each phrase repeated twice. Given the shortness of the 
piece, it is repeated several times da capo, for in a traditional folk music band each 
instrument can repeat the tune in its turn, while the instruments providing the 
harmony supply the harmonic support as the melody unfolds. A possible 
"harmonization" is the one proposed in the example, but of course performers can 
find other possibilities as well" Another important aspect in the Dobrudjan 
geampara is the presence of descending chromaticisms around which the melody is 
"embroidered". Section C contains such a procedure, starting from A and 
gradually moving downward: G#, double Ft, F# etc. ... down to C£, when the 
melody turns back to a diatonic harmonic setting. 

These few specific procedures used in the Romanian traditional geampara 
will be compared with certain language elements used in Gerardo Jerez le Cam's 
works. 


Example 1 : 
Geampara 
A, A, B, B, C, C, D, D 
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35 Here, we find the “Anglo-American” notation, which is increasingly used by many of today's 
composers, but also because Jerez le Cam himself uses it to indicate the harmonic structure in the 
cimbalom part, as we will see in the scores under discussion. 
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3. The Argentine Tango, another important source that influences the ensemble's 
repertoire 


Tango is a musical genre as well as a dance for couples, originating in 
Argentina, which appeared in the late nineteenth century in the Rio de la Plata 
basin, the area where the Argentinian cities of Buenos Aires and Rosario and the 
Uruguayan city of Montevideo are located. Tango music is played in binary meter, 
in either 2/4 or 4/4 time, and is dedicated especially to dancing, using certain 
rhythmic accents to musically mark the dance steps. The main tango forms are 
tango proper, milonga and certain tango-waltzes. 

The bandoneon is one of the most representative instruments used in tango 
music. Tango orchestras used to be made up mostly of stringed instruments. The 
bandoneon was invented in Germany, around 1830, to meet the musicians’ 
growing demand for an instrument capable of playing in all keys. In 1854, the 
bandoneon was presented at the Universal Exhibition in London. Here is what 
Romanian musician Alexandru Nuca, a guitarist by training, but who also adopted 
the bandoneon as a concert instrument, especially to play tangos, says about this 
instrument: 


“The bandoneon is an instrument that was invented later, around 1830, in 
Germany. It was intended to play religious music in small churches or in 
mobile church services, in locations where there was no organ. The main 
things that distinguish it from the accordion are: zinc reed plates, large 
bellows for sustained long notes, two different notes linked to each button, to 
prevent them from vibrating as in the accordion, a vibration that creates a 
more diffuse sound. It has a range of five octaves and can imitate the organ, 
wind instruments - flute, trumpets — having a rich sound spectrum and 
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beautiful harmonics, as well as a set of outstandingly beautiful timbral 
transients.”36 


Originally, the bandoneon repertoire included mainly folk songs mostly 
from the Central and East European countries, but at the end of the nineteenth 
century it reached the lands of Argentina, becoming the emblematic tango 
instrument. The most sought-after manufacturing brand is Alfred Arnold, known 
as the “Doble A”, with which tango is associated and which has been adopted by 
all the professionals; the sounds produced by the instruments of this brand are still 
unsurpassed. The tango spread rapidly all around Europe, along with the 
American jazz, and the period between the two World Wars was the golden era for 
the bandoneon manufacturing workshops, especially due to the massive exports to 
Argentina. Towards 1965, the tango as well as the bandonoen manufacturing 
industry went through a period of decline, albeit a short one, because in the 1980s, 
the tango had a resurgence mainly due to the compositions of Astor Piazzolla, who 
was to become a world-renowned musician. In turn, the bandoneon gained 
increasing importance as tango turned into a musical genre infused with elements 
from the most diverse popular cultures: jazz, “world music” or contemporary 
music, which led to a massive production of new instruments at the beginning of 
the twenty-first century, inspired by the famous “Doble A” of the 1920s-1930s. 

The tango as a musical genre emerged in the black communities whose 
ancestors were the old families of Latin American slaves, during nearly the same 
period as that in which the blues was born in the black communities of North 
America! The word “tango” has multiple meanings, including “a holding place for 
slaves before they were forced onto ships“. Later, “tango” would be the place 
where slaves were put up for sale, or “where the Negroes' drums?! were placed", 
or even “the Negroes' dancing and singing with drums”. In any case, this term was 
originally linked to the existence of the black slaves in Latin America and, until the 
end of the nineteenth century, it did not designate a well-defined musical form or 
dance, but rather a multitude of very different, more or less ritualized musics and 
dances, practised by the populations of African origin. The European fashionable 
dances like mazurka, waltz or the Scottish dance were gradually influenced by the 
music and dance of the African black people, which in turn received the European 
influence. Milonga is also one of those terms with an imprecise meaning and is 


36 Alexandru Nuca is a well-known musician in the musical world of Bucharest, who has worked and is 
still working with many renowned pop music artists like Mádálina Manole, Gabriel Cotabitá, 
Aurelian Temisan, Pasárea Colibri, Talisman. Since 1996, Alexandru has been working at Real Midas 
Studio; he also works as a sound engineer, composer, arranger, producer, as well as a performer in 
various bands, or guitar or bandoneon player in several tango bands. 

37 More details in: Michel PLISSON, Tango, du noir au blanc, second edition, Arles, Actes Sud, 2004. 

38 We will use this generic word to refer to the African hand percussion instruments; in French: 
«tambours». 
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often confused with the tango itself. Michel Plisson explained: “The black people, 
the former slaves, borrow from their white masters the couple dances that are 
ignored by the African tradition. The European salon dances such as «mazurka» or 
«polka» are distorted by the foreign cultural elements grafted onto them by the 
black people.” The white people also imitate the African dances and transform 
them, ridiculing them though funny movements that mimic those of the monkeys. 
An alchemy thus develops between the two cultures so that at the beginning of the 
twentieth century, tango and milonga are generalized as brothel dances. The 
accents of these emerging dances would also incite the musicians to alter their 
musical contours. Small orchestras come into being in which the guitar and the 
flute prevail at first, being gradually replaced by the bandoneon. In the beginning, 
the tango dance had a provocative character which it would gradually lose with its 
ascension to the “high” classes. Here is how Plisson summarizes the result of the 
mixed influences in tango music: “An African rhythm, Italian musicians playing 
East European melodies on German-made instruments, on texts derived from the 
Spanish zarzuela.” 

But, according to Nathalie Clouet?, tango is mainly a tradition “that 
moves": "This moving state differentiates the tango from all the folklores, turning 
it into a journey culture of the immigrants who write their novel, step by step, in 
the city of Buenos Aires. This novel is an open book with a broken structure. Even 
in this city, Argentines live like travellers, with an instrument under their arm and 
a song ready to be «whistled» from the corner of their mouth, thus putting the 
travel theory into practice." 

Presented in 1983 at the Paris Autumn Festival, the show Tango Argentino 
rekindled the enthusiasm for this musical-choreographic genre all around Europe. 
A European tour convinced the contemporary dancers that tango is not just an 
obsolete "^musette-dance", but rather a source of endless inspiration for the 
contemporary dance. In Buenos Aires, the tango “rose again from its own ashes”, 
and in the early 1990s it experienced an unprecedented boom in all the European 
countries. The tango thus experienced a wave of democratization all over the 
world, and the tango and milonga salons became increasingly popular. 

Musically, the tango is mainly a "march" in 4/4 time, with the first and 
third beats accented, and with the first beat accented in the tango waltz. Certain 
tangos can be played in "counter-time", with the accent coming on the weak beats, 
namely on the second and fourth beats in a 4/4 meter. 


39 Plisson, op. cit. 
40 http://fr.wikipedia.org/wiki/Tango 
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4. An original piece in ethno-jazz style on a tango-geampara 


To illustrate these musical influences in Jerez le Cam's music, we propose an 
analysis of a piece entitled Siete esquinas, written for a quartet. 

The Jerez le Cam quartet consists of a violin, a piano, a bandoneon and a 
cimbalom (“a so-far unprecedented configuration in the entire music history”, as 
the composer himself noted), and reflects this unique combination between the 
Dobrudjan geampara and the Argentine “concert” tango, especially in the style of 
Astor Piazzolla's music. 

How can the existence of this original "Jerez le Cam" quartet be justified? It 
is well known that the violin-piano tandem was already been present in the 
European chamber music at the end of the Baroque era. The bandoneon has 
become the perfect instrument for tango. The cimbalom is a stringed instrument 
played by striking, invented in Europe, but its "ancestors" are of various origins. 
There are variants of this instrument in the music of other peoples as well, such as 
the Oriental (there is a similar instrument in Iran, called "santur") or Asian 
(Vietnam) peoples. The cimbalom was introduced in the Romanian folk music 
bands towards the end of the seventeenth century and is the main accompaniment 
instruments in the music played by the lăutari: 


"The violin and the cimbalom are the main instruments in the (Romanian) folk 
band, while the other instruments are commonly used to support the 
harmony, mark the rhythm and form the accompaniment. We sometimes see 
a distinguished cello or clarinet rivalling the violin and the cimbalom and 
invested with unlimited improvisatory powers, but this is merely an 
exception.” 


But, as the composer himself put it, he sought to bring these instruments 
together either to explore the unique combination of their exceptional sonorities, or 
because those musicians were already playing together and getting along very well 
both personally and musically. The piece is written in the aksak rhythm of a 
geampara, in 7/8 time and A minor “tone”.# A 4-bar introduction played by the 
piano and cimbalom creates the harmonic canvas of the piece, while also setting its 
divisionary rhythm in a 2+2+3 pattern, through the right-hand chords of the piano. 
We notice that although the harmonic foundation seems to be inspired from the 
Romanian music played by the lăutari, with its consonant intervals and leaps of 


41 Gheorghe Oprea, Folclorul muzical románesc [The Romanian Musical Folklore], Muzica, Bucharest, 
2002, p. 109. 

? This is about «tonality» in the «generic» or broad sense, because throughout the piece we will come 
across compositional techniques that are reminiscent of Bartók's works in terms of the language used, 
such as: a minor-major ambiguity, the «diatonic» chromaticisms mentioned by musicologist 
Gheorghe Firca etc. 
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thirds and fifths, the piano chords are based on inverted ninths which already 
create a “dissonant” tone through the “friction” obtained by the vertical 
superimposition of three adjacent seconds: 


Example 2: Siete esquinas, bars 1-4 
d=152 
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These piano chords are also reminiscent of the harmonization techniques 
already used by Béla Bartok in most of his works, in order to create a dissonant 
(and therefore modern!) harmonic accompaniment in his folk-inspired works. 

While the piano plays the notes of the score more or less accurately 
(depending on the pianist's inspiration), the cimbalom player must improvise on 
the given harmonic foundations, as in any other orally transmitted music. 

This brief introduction, whose structure corresponds to that of any 
traditional geampara (see example 1, phrase A), paves the way for the basic melody 
of the piece, presented fragmentarily by the two melodic instruments, the 
bandoneon and the violin, in a “question-answer” style (but also as a "clin d'oeil" 
reminiscent of a "fugato" counterpoint in the style of Bach, a composer who is also 
central to Gerardo Jerez le Cam's compositional concerns). 

This counterpoint materializes in the following bars, where the "subject" 
provided by the bandoneon and violin (between bars 5 and 8) becomes the 
"answer" played by the bandoneon against the "counter-subject" in the violin, 
which will turn into a kind of "tiiturád-trill" in Romanian folk accompaniment style 
upon the restatement of the "subject" in the piano right hand, playing in unison 
with the cimbalom. 

Thus, in less than a page, the composer reveals almost all his "sources" of 
inspiration: the geampara, Bach's counterpoint, Bartok's musical language, all 
combined in a high-art form with a very modern writing style. We also notice the 
chromatic descent in bars 9-12 in the cimbalom (which frequently doubles the 


^ More detailed analyses in: Liliana-Isabela Apostu, La violonistique populaire roumaine dans les ceuvres de 
Béla Bartók et de George Enescu, L'Harmattan, Paris, 2014. 
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piano left hand), between C and E, as already seen in example 1 of the Dobrudjan 
geamapara analyzed above. 


Example 3: Siete esquinas, bars 9-12 
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Another interesting technique is that of creating a chromatic “embroidery” 
around a “pivot note”, a method also used by many composers who sought 
inspiration in folklore, like Bartok or even Enescu. 

For example, between bars 13 and 16, the cimbalom and the piano right 
hand create, in unison again, descending chromatic “embroideries” around the 
“pivot note” E. 


Example 4: Siete esquinas, bars 14 — 16 
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Other techniques borrowed from the Romanian folk language are the 
asymmetrical accents, the “fiituri” in the cimbalom and the “flourishes” in the 
violin. Although many performing techniques are not detailed in the score, the 
violin and cimbalom performers enrich the piece with a Romanian specific style, 
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especially in concerts. Thus, Marian Máciucá uses a number of techniques by 
which his gestures influence the sound produced, such as glissando, «coup de 
doigt», portamento etc. Glissando is a widespread technique in Romanian traditional 
violin playing. This stylistic technique plays an important expressive role, 
especially in the pieces played by stringed instruments. Technically, the finger 
used to execute a glissando is usually placed firmly on the string, with the left-hand 
wrist turned outwards (the hand and arm rather tense), and is then slid along the 
string from one note to the other, without leaving it. An even more specific type of 
glissando, used mostly by fiddlers, is the so-called coup de doigt in French, i.e. a 
very fast slide between two notes, or a too imperceptible glissando to reach a real 
note. Although the fast slide of the finger along the string can give the impression 
of playing “out of tune", this technique is an important element of style in folk 
music performance in general, and especially in the Romanian one. 

The trill is another embellishment that can be added to a melody, although 
Gerardo Jerez le Cam uses it mainly as an accompaniment element: the violin, 
which plays an important "thematic" and "melodic" role, accompanies at times the 
so-called "tiituri^, typical of the Romanian folk style, as in bars 26 and 27 of the 
piece, played in unison with the bandoneon: 


Example 5: Siete esquinas, bars 26-27 


pee t t ا۳ا ا7ا 7 ام۸ ۸۷۷۸۷.۷۴ ۸مم‎ MM RA 


DE TPTIPTTE IIT 
szz======z======z= 
ا لئے سم‎ 


A first important and coherent section of the piece ends at bar 29. This 
section could be regarded either as a “sonata exposition”, or as a stylized “fugue 
exposition”, especially as the middle section seems to act as a fugue development, 
while the final section, beginning at bar 123, serves as a stretto. This manner of 
composition naturally reminds us of the piece Fuga y Misterio by Astor Piazzolla, a 
composer who certainly had a major influence on Jerez le Cam's creativity. The 
“development” of the piece, between bars 29-123, is based on the same melodic- 
-hythmic motifs that were already present in the expository part. Here, the 
composer uses various types of melodic ornamentation and augmentation 
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especially in the violin and bandoneon, including the mordent, change of register 
in the melody (which is played one octave higher), different accents on the melodic 
eighth notes, intended to offset the initial rhythm. A more dynamic playing of the 
cimbalom, which from bar 55 onwards turns the initial eighth notes into sixteenth 
notes, brings a new type of approach to the unfolding of the piece, especially as the 
violin “disappears” from this section, until bar 66, when new off-set accents bring a 
subtle change in rhythm: 


Example 6: Siete esquinas, bars 66-69 


These rhythmic accentuations on the geampara canvas, along with the 
syncopated rhythms in the piano left hand, cimbalom and bandoneon, may be 
likened to the accents used especially in tango dance music. 

On a harmonic level, another remarkable effect is obtained by the dissonant 
intervals resulting from the overlapping cascades of descending chromatic scales 
in the piano, cimbalom and bandoneon, each of which plays different sounds that 
make up the interval. Throughout the “development” section, Gerardo Jerez le 
Cam employs various other compositional methods, “borrowed” from J.S. Bach’s 
fugues: questions and answers in the "mirror", fragmentations, diminutions, all 
these against the rhythmic background of the Romanian geampara! 

A new element in the violin occurs at bar 119, where the violinist must play 
a few even more complex rhythmic passages col legno, reminding us once again of 
Bartok's rhythmic style. The last section subtly emerges atop this rhythmic 
accompaniment of the violin, which could be described as a stretto due to its 
overall dynamic character, beginning with the cimbalom and piano, whose right- 
hand figurations are taken over by the violin. The instruments continue to reverse 
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roles, being at times “melodic”, at others “rhythmic”, and at others even 
“harmonic”, in a “dizzying” whirl that may well make us think of the Romanian 
folk dances which start at a moderate pace and end at a much faster one. 


Example 7: Siete esquinas, bars 120-130 
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The piece ends with an 11-bar Coda, reminiscent especially of the Argentine 
tango through the accents played by the violin in col legno manner, by the 
bandoneon and by the piano right hand. 

In conclusion, in this highly original piece in terms of style and conception, 
Gerardo Jerez le Cam achieves a synthesis of "musics" of diverse traditions. He 
creates an interesting concoction of instruments that could seem incompatible at a 
first glance, such as the cimbalom and the bandoneon (although we have seen that 
even the bandoneon initially served to play popular songs from the repertoire of 
East European countries before becoming the basic instrument of the Argentine 
tango!) Building upon a Western compositional tradition, blending language 
elements into a structure that dates back to the Baroque era, namely the fugue in 
Bach's style, he also incorporated stylistic elements borrowed from the language 
and research of Béla Bartok, as could be seen from the analysis of the piece. All 
these are based, in turn, upon the specific elements of the Dobrudjan geampara, as 
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well as on those of the Argentine tango, such as the typical accents and the 
atmosphere created especially by the sounds of the bandoneon. It should be added 
that Gerardo Jerez le Cam, together with his ensembles, belongs to the new 
generation of modern artists who seek original solutions on the French musical 
scene. They are both virtuosic performers, with each member of the ensemble 
mastering his instrument to perfection both technically and expressively, and 
“improvising — composers”, able to reinterpret, each time in a different way, the 
pieces proposed by the band leader, who is the composer Jerez le Cam himself.“ 
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